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	 	 	 	 	 	 	 	 	 	 	 (Aditi	Mittal)	
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	 In	Things	They	Wouldn’t	Let	Me	Say,	Mittal	emphasizes	the	unmentionable	nature	of	
discussing	menstruation	management	products	through	her	strategic	use	of	silence.	It	is	in	her	
silence,	her	avoidance	of	discussing	various	aspects	of	periods,	that	Mittal	instigates	audience	
contemplation.	She	challenges	her	listeners	to	assess	what	they	know	about	periods	and	
further,	to	consider	the	significance	of	why	the	topic	remains	taboo.	Through	the	conscious	use	
of	silence	in	the	joke,	Mittal	speaks	out	about	an	issue	every	woman	faces,	yet	has	been	taught	
to	mute,	despite	the	repeated	occurrence	and	inevitable	arrival	of	a	monthly	flow.	
	 Mittal’s	act	is	well-organized,	clearly	rehearsed,	and	deliberate	in	her	decision	not	to	
cater	to	the	needs	of	English-only	speakers,	an	experience	they	are	likely	unfamiliar	with.	Her	
choice	to	maintain	recognition	of	her	heritage	through	the	combined	use	of	her	home	language	
might	bring	awareness	to	her	ethnocentric	viewers.	In	this	way,	Mittal	uses	a	strategy	similar	to	
silence	in	that	she	shares	language	that	some	of	her	audiences	do	not	understand.	As	she	
vocalizes	in	Hindi,	English	speakers	hear	but	do	not	understand	the	ideas	being	shared.	
	 	Mittal	alludes	to	the	experience	of	a	period	popping	up	unexpectedly,	every	month,	
give	or	take,	depending	on	the	woman.	Mittal	does	not	explicitly	review	menstruation	with	her	
audience.	She	does	not	take	the	time	to	explain	that	when	a	woman	matures	physically,	her	
body	prepares	for	fertilization	in	the	uterus	unless	she	is	impregnated.	She	spares	the	gory	
details	of	the	excess	tissue	built	up	on	uterine	walls,	which	shed	and	excrete	as	blood	and	tissue	
through	the	vagina.	Mittal	does	not	review	that	periods	often	bring	with	them	painful	cramps,	
headaches,	or	hormonal	changes	that	might	alter	her	mood	in	drastic	ways.	Her	joke	hinges	on	
the	frustration	of	maintenance	a	woman	endures	while	bleeding	for	several	days,	using	
multiple	tampons	or	pads,	perhaps	even	staining	her	panties	or	pants,	and	sometimes,	not	
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having	one	right	when	she	needs	it	the	most.		
Implications	of	silence	in	the	title	
	 The	title	Things	They	Wouldn’t	Let	Me	Say	emphasizes	Mittal’s	intent	to	specifically	
address	the	issues	she	was	never	allowed	to	discuss	for	the	entire	length	of	her	comedy	special.	
The	title	provokes	questions	of	who	“they”	are,	as	Mittal	was	born	in	Pune,	Maharashtra,	lived	
in	the	UK	and	eventually	moved	to	New	York	City.	In	any	case,	these	societies,	like	much	of	the	
world,	operate	under	varying	degrees	of	patriarchal	order.	Although	she	returned	to	India	to	
pursue	comedy,	it	could	be	a	culmination	of	her	many	residencies	that	comprise	the	“they”	
who	Mittal	insinuates	kept	her	silent	about	the	topics	she	discusses	in	her	special.	Mittal	makes	
references	to	popular	culture	from	her	various	backgrounds,	discussing	Bollywood	as	well	as	
Hollywood	films,	insinuating	that	her	performance	represents	experiences	felt	in	multiple	
societies.	She	addresses	common	topics	such	as	love,	offering	insights	generated	from	her	
unique	perspective,	in	order	to	connect	with	and	inform	her	audience	simultaneously.	The	idea	
that	she	was	not	allowed	to	speak	about	the	material	in	her	special	urges	the	audience	to	
consider	why	these	topics	remain	taboo.	
	 Bilingualism	and	its	relation	to	silence	
	 Her	diverse	identity	is	felt	throughout	the	special	due	to	Mittal’s	stylistic	choices.	Mittal	
moves	between	English	and	Hindi,	a	bilingual	approach	that	encourages	US	viewers	who	only	
understand	English	to	consider	the	experience	of	being	“othered.”	Throughout	the	special,	
Mittal	rolls	her	Rs	and	emphasizes	her	Ts,	never	breaking	from	her	inherent	Indian	accent,	
further,	she	transitions	between	two	languages.		As	viewers	watch	Mittal	speak	in	English	and	
seamlessly	transition	into	Hindi	mid-joke,	they	are	provoked	(perhaps	for	the	first	time)	to	
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recognize	the	diversity	of	Mittal’s	multi-faceted	identity.	Those	viewers	who	only	speak	English	
are	forced	to	listen	without	understanding,	without	someone	catering	to	his	or	her	needs	as	an	
English	speaker.	Thus	Mittal	promotes	audience	identification	with	the	sensation	of	being	
pushed	into	the	margin.	This	is	a	very	powerful	move	in	terms	of	Mittal’s	role	as	the	first	widely	
known	female	Indian	comic.	She	is	forcing	audience	members	to	inhabit	a	new	identity	
themselves,	excluding	those	English-only	speakers	from	her	jokes	without	apology.		
	 	 Mittal	moves	from	her	set	up	about	“sanitary	napkins”	to	citing	examples	of	the	
reactions	she	has	seen	by	those	strangers	who	hear	someone	speak	the	words	that	must	not	be	
shared	in	public.	Switching	from	English	to	Hindi,	Mittal	explains	that	people	wonder	what	is	
wrong	with	her,	then	in	Hindi,	she	utters,	“That’s	why	she’s	not	married.”	This	language	change	
impacts	audience	reception	in	a	couple	of	ways.	First,	it	emphasizes	a	point	about	Indian	
culture,	where	one	would	blame	a	woman	discussing	sanitary	napkins	for	being	single	just	
because	of	their	willingness	to	utter	the	words	allowed.	Additionally,	this	is	an	instance	where	
English-only	speakers	might	be	placed	in	the	position	of	being	“othered.”	Take,	for	example,	the	
idea	that	a	male	audience	member	is	paying	attention	to	the	context	clues,	hearing	Mittal	ask,	
“What	is	wrong	with	her?”	followed	by	an	untranslated	language	leaves	them	feeling	like	they	
are	missing	something.	Unable	to	understand	the	detrimental	words	being	uttered,	this	
audience	member	faces,	maybe	for	the	first	time,	the	experience	of	being	marginalized,	ignored	
and	left	out.	This	part	of	the	joke	maintains	people’s	prejudices	about	saying	the	words	
“sanitary	napkins,”	blaming	an	unmarried	woman,	and	for	obvious	reasons.	Without	explicitly	
stating	that	the	topic	is	not	up	for	discussion,	Mittal	shows	us	that	in	patriarchal	contexts,	
women	should	not	speak	about	their	period.	While	this	type	of	silencing	extends	into	many	
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areas	of	a	woman’s	lived	experience,	their	monthly	cycle	is	likely	to	be	one	of	the	more	
consistent.	Mittal	strategically	selects	her	words,	leaving	English-only	speakers	in	silence	about	
the	crux	of	her	critique.	Although	she	does	not	explicitly	state	that	women	should	be	allowed	
and	even	encouraged	to	discuss	their	periods,	Mittal	does	imply	this	through	her	telling	of	the	
joke.		
	 Popular	culture	
	 Drawing	on	a	popular	film	reference,	Mittal	equates	uttering	the	words	“sanitary	
napkins”	to	expressing	“Voldemort”	at	Hogwarts,	J.K.	Rowling’s	fictional	school	of	wizardry.	She	
assumes	the	audience	will	recognize	the	level	of	intensity	of	the	culturally	constructed	taboo	of	
discussing	feminine	hygiene	products	by	comparing	it	to	the	forbidden	act	of	speaking	the	
name	Lord	Voldemort.	Like	saying	Voldemort,	bringing	it	into	the	conversation	is	evoking	
images	of	evil.	Voldemort	himself	is	obsessed	with	blood	purity	and	hates	non-pureblood	
wizards,	an	interesting	parallel	in	the	metaphor	comparing	Voldemort	to	menstruation.	While	
Voldemort	wishes	to	conquer	Muggle	and	wizarding	worlds	to	achieve	pure-blood	dominance,	
the	metaphor	draws	to	mind	the	significance	of	moving	women	away	from	discussing	their	
period.	Just	as	wizards	have	no	control	over	whether	they	are	pureblood,	neither	does	a	
woman	have	control	over	her	menstruation	cycle.	Perhaps,	similar	to	Voldemort’s	interest	in	
purity,	those	who	abhor	talking	about	sanitary	napkins	prefer	to	think	of	women	as	modest,	
pure,	virgins.	If	this	is	the	case,	then	the	image	of	blood	expelling	from	their	vaginas	disrupts	
this	conceived	innocence	in	some	manner,	despite	women’s	inability	to	control	their	bodily	
function.		
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	 There	are	many	reasons	that	suggest	why	speaking	about	menstruation	is	taboo.	It	
might	be	because	the	experience	is	gross	and	unpleasant.	Perhaps	the	reason	women	are	
discouraged	from	talking	about	it	is	that	it	destroys	the	pristine	image	of	a	virgin	woman	in	pure	
white.	Mittal	highlights	her	own	recognition	of	this	taboo	when	beginning	her	joke,	articulating	
that	she	has	learned	that	“sanitary	napkins”	is	not	something	you	are	meant	to	say	in	public.	
She	establishes	a	metaphor	connecting	periods	to	“he-who-must-not-be-named,”	articulating	
the	unmentionable	nature	of	females’	monthly	interaction	with	the	crimson	wave,	Aunt	Flo,	
being	on	the	rag,	red	tide,	riding	the	cotton	pony,	lady	business,	wearing	the	red	badge	of	
courage,	experiencing	moon	time,	girl	flu,	Mother	Nature’s	gift,	shark	week,	The	Red	Baron,	
that	time	of	the	month,	women’s	trouble,	menstruation,	menses,	or	more	commonly	known,	
her	period.	For	a	topic	we	should	not	discuss,	there	is	quite	an	abundance	of	terms	we	use	to	
refer	to	the	time.	Thus,	Mittal’s	decision	to	discuss	the	“things	they	wouldn’t	let	me	say”	
demonstrates	how	silence	is	the	parent	of	invention.	In	being	silenced,	comedians	such	as	
Mittal	have	developed	a	new	strategy	of	how	to	selectively	be	silent.	Women	have	learned	to	
use	silence,	ironically,	in	a	way	that	actually	leads	to	more	discourse.	Silence	itself	entails	
subversive	rhetoric.	When	Mittal	uses	silence	in	her	bit	about	periods,	she	takes	a	topic	that	is	
not	meant	to	be	discussed	and	finds	a	way	to	speak	about	it	publicly	to	a	large	audience.	She	
subverts	the	expectations	of	a	culture	that	shames	women	for	discussing	their	periods	by	
making	it	the	focal	point	of	her	bit.	The	taboo	nature	of	discussing	periods	spans	across	
cultures,	but	in	considering	Mittal’s	address,	let	us	consider	Indian	perceptions	of	menses.	
	 Mittal	addresses	the	lack	of	sex	education	in	India	throughout	her	special,	explaining	
that	it	is	illegal	to	offer	sex	education	to	anyone	under	the	age	of	18.	In	Indian	culture,	there	are	
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two	primary	myths	surrounding	the	idea	that	menstruating	women	are	impure.	First,	many	
women	in	urban	areas	are	forbidden	to	enter	the	“puja”	room,	a	place	of	worship,	while	they	
are	menstruating.	Additionally,	many	rural	girls	are	not	permitted	to	enter	the	kitchen	during	
menstruation	because	they	are	considered	unclean,	and	thus	their	exile	from	the	kitchen	
prevents	contamination	of	food	(Garg	et	al.	182).	Because	of	cultural	beliefs	around	impurity,	
Indian	girls	and	women	are	restricted	from	offering	prayers	and	touching	holy	books	during	
menstruation,	thus	internalizing	the	idea	that	their	period	makes	them	impure.	According	to	
Garg	and	Anand,	“It	is	believed	that	if	a	girl	or	women	touches	a	cow	while	she	is	on	her	period,	
that	the	cow	will	become	infertile	–	leading	girls	to	associate	their	own	bodies	with	curse	and	
impurity”	(184).	This	cultural	ideology	is	not	uncommon,	and	in	Mittal’s	deliberate	focus	on	
talking	about	periods,	she	calls	attention	to	the	forbidden	nature	of	such	discussions.	Raised	in	
a	culture	that	does	not	permit,	never	mind	promote,	sexual	education,	it	is	unsurprising	that	
periods	are	a	hushed	topic.	Thus,	speaking	aloud	about	periods	provides	Mittal’s	audience	
members,	who	are	familiar	with	the	Indian	narratives	about	the	impurity	of	menstruating	
women,	solace	in	silence.	Mittal	challenges	societal	expectations	by	articulating	her	thoughts	
on	periods.	When	the	audience	watches	Mittal	stand-up	and	discuss	periods,	she	calls	attention	
to	the	phony	nature	of	it	as	taboo.	
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	 Visual	analysis	
	 As	Mittal	acts	out	the	awkward	moment	when	one	must	ask	a	stranger	for	a	sanitary	
napkin,	her	voice	trails	off	as	she	says,	“’Hi,	uh	excuse	me,	uh,	do	you	have	an	extra	...’”	Mittal	
performs	a	hilarious	look	of	
innocent	desperation.	She	
presents	with	her	silence,	a	
facial	expression	that	many	
women	can	relate	to,	as	she	
stares	wide-eyed	in	silence,	her	
head	cocked	to	one	side,	trying	to	get	a	pad	from	a	stranger.	Looking	out	with	her	mouth	
gaping	open,	Mittal	never	finishes	her	sentence.	She	stares	with	this	awkward	look,	showing	
her	audience	how	ridiculous	it	is	that	women,	even	in	a	public	restroom,	feel	uncomfortable	
asking	another	woman	for	a	pad	when	they	need	one	because	we	have	internalized	the	nature	
of	this	taboo.	
	 Through	her	blank	stares	and	an	awkward	gaping	mouth,	Mittal	provokes	an	audience	
of	listeners	to	consider	the	taboo	of	speaking	about	periods	in	a	manner	that	strategically	
places	silence	for	emphasis.	Mittal’s	choice	to	be	silent	amplifies	the	detrimental	nature	of	
periods	as	taboo.	Her	silence	lingers,	as	the	audience	waits	for	her	to	finish	her	sentence.	
Meanwhile,	the	audience	fills	in	her	blanks	themselves,	and	they	start	to	recognize	the	way	
women	have	internalized	this	silence.		
	 The	trailing	off	of	her	voice	might	represent	a	young	woman,	left	in	the	dark	about	what	
Fig.	6.	Aditi	Mittal	Asks	for	Sanitary	Napkin	
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a	period	is	or	how	it	should	be	managed,	and	thus,	the	girl	is	unable	to	articulate	what	she	
needs.	Her	voice	trails	off	because	she	has	not	been	taught	to	ask	for	sanitary	napkins,	
tampons,	pads	or	a	menstrual	cup.	Mittal	emphasizes	the	confusion	in	this	interaction,	
expressing	that	it	is	unclear	what	the	woman	might	want	and	again,	she	asks	“Do	you	have	an	
extra…”	followed	in	silence.	The	second	time	Mittal	says,	“Do	you	have	an	extra…”	she	
interrupts	the	silence	by	an	onomatopoeic	pop	sound.	In	this	instance,	silence	is	replaced	with	a	
noise,	a	pop,	a	siren	begging	for	recognition	of	that	which	must	not	be	named.	Although	
breaking	the	silence,	Mittal	still	does	not	finish	the	sentence	with	coherent	language,	instead	
using	a	vocal	gesture,	a	pop	sound,	to	insinuate	the	unmentionable	request.	Mittal	shows	the	
confusing	nature	of	feeling	that	your	lived	experience	must	not	be	expressed.	Mittal	effectively	
uses	silence	to	subvert	the	cultural	taboo	of	speaking	about	periods.	
	 Comic	effect	
	 Women	have	learned	to	discuss	their	periods	without	explicitly	saying	things	that	would	
elucidate	specifically	what	they	mean.	However,	women	deserve	to	express	themselves	by	
sharing	stories	and	support	regarding	this	female	experience.	Since	women	are	taught	to	be	
quiet	about	their	menses,	some	are	unable	to	communicate	their	needs	because	they	have	
never	discussed	the	issue	such	as	a	culture	that	discourages	discussion	of	sex	altogether.	
Sometimes,	this	tendency	to	hide	their	period	or	concerns	about	it	can	leave	young	girls	with	
misunderstandings	about	what	their	period	is,	raising	concerns	about	the	cultural	implications	
of	such	taboo.	Through	subversive	truth-telling,	Mittal	demonstrates	the	oppressive	nature	of	
silencing	women	regarding	their	cycle	through	her	anguished	pause	as	she	asks	for	a	sanitary	
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napkin.	
	 As	a	whole,	this	joke	subverts	the	internalized	idea	that	women	should	not	discuss	their	
periods	publically,	or	even	privately,	by	making	us	question	why	women	who	talk	about	such	
things	are	seen	negatively.	Considered	unfit	for	marriage	or	flawed,	people	look	at	a	woman	
who	says	“sanitary	napkins”	as	being	inappropriate,	a	spectacle	susceptible	to	ridicule.	Mittal	
relinquishes	the	responsibility	of	critique	to	her	audience,	as	she	prods	them	with	her	setup.	In	
her	silence,	Mittal	allows	audience	members	to	fill	in	the	blanks	about	what	is	not	being	said.	
This	forces	audience	members	to	consider	why	the	topic	is	taboo,	potentially	harnessing	their	
passion	to	act.		
	 For	some,	Mittal’s	bit	might	simply	illuminate	the	idea	that	women	are	discouraged	
from	discussing	personal	and	vulnerable	experiences	regarding	menstruation.	For	others,	
Mittal’s	use	of	silence	for	emphasis	might	instigate	frustration,	highlighting	the	injustice	of	
hushing	women	about	their	lived	reality.	In	either	case,	in	silence,	Mittal	prompts	the	audience	
to	contemplate	the	implications	of	a	culture	that	silences	the	discussion	of	women’s	
vulnerability	by	discussing	an	issue	specific	to	women’s	experiences.	Of	course,	others	might	
hear	Mittal	without	listening	to	her	implied	arguments.	There	might	be	audience	members	who	
are	disturbed	that	Mittal	chooses	to	share	jokes	about	menstruation,	tune	her	out,	and	miss	
the	point	completely.	Alternatively,	they	might	agree,	thinking	that	her	metaphor	is	meant	to	
solidify	the	belief	that	women	should	not	talk	about	their	period.	Unfortunately,	the	minds	in	
need	of	change	are	likely	those	least	susceptible	to	understanding	women’s	experiences	
differently.	
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		 Mittal	maintains	control	of	silence	in	her	performance	of	the	joke	in	order	to	initiate	
thoughtful	consideration	by	audience	members	of	why	women	should	not	discuss	their	
experience.	Mittal’s	silence	is	effective	because	“when	the	delivery	of	purposeful	silence	is	
considered	a	strategic	choice,	its	presence	resonates	with	meaning	and	intention—just	like	that	
of	the	spoken	word”	(Glenn	282).	In	this	joke,	it	is	what	Mittal	leaves	out	that	resonates	with	
her	audience.	The	combination	of	words	spoken	and	silences	imposed	upon	the	audience	
throughout	the	joke	remove	the	responsibility	of	criticism	from	Mittal	and	instead,	places	it	on	
her	audience.	Through	what	is	left	unsaid,	she	has	implied	to	her	audience	that	they	must	
consider	the	bigger	picture.	She	instigates	audience	members	to	question	why	“sanitary	
napkins”	should	not	be	brought	up	in	conversation.	As	an	example	of	a	woman	speaking	
publicly	about	periods,	she	encourages	audience	members	to	take	a	closer	look	at	the	taboo,	
thus	reconsidering	our	cultural	views	on	speaking	about	periods.	
Chelsea	Peretti	
	 Overview	
	 First,	I	will	introduce	the	context	and	content	of	the	joke.	Next,	I	will	analyze	the	
feminist	motives	implicit	in	the	special’s	title.	Then,	I	will	analyze	Peretti’s	use	of	nonverbal	cues	
such	as	sighs	and	groans	throughout	the	performance	of	this	joke.	After,	I	will	discuss	Peretti’s	
critique	of	cultural	stereotypes	of	aggression	and	passivity	through	strategic	silence.	The	
analysis	will	wrap	up	with	a	visual	analysis	of	her	performance	of	this	joke,	and	finally,	it	will	
conclude	by	detailing	the	subversive	effect	of	her	strategic	use	of	silence	throughout	the	bit.	
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	 The	joke	
	 Peretti	uses	physical	humor	to	draw	a	comparison	between	the	way	a	male	would	
perform	a	classic	bit	and	her	reinterpretation	of	the	same	bit,	as	performed	by	a	female.	She	
begins	the	joke,	“I	just	wish	I	was	someone	else.	Honestly,	I	do,	all	the	time.	I	wish	I	was	a	guy.	
You	know	what	I	mean?	Like,	I	just	want	to	feel	what	it	feels	like	to	have	male	confidence”	
(Chelsea	Peretti).	In	her	opening	line,	Peretti	does	not	shy	away	from	her	perspective	that	men	
have	a	high	level	of	confidence	just	because	they	are	men.	She	goes	on	to	say	that	being	a	man	
seems	like	it	would	be	amazing,	following	with	an	impression,	“Like,	my	fantasy	of	what	it’s	like	
to	be	a	guy	is	you	just	wake	up	in	the	morning	and	your	eyes	open	and	you’re	like	‘I’m	
awesome!	People	probably	want	to	hear	what	I	have	to	say!’	Ya	know?”	(Chelsea	Peretti).	
Peretti	describes	how	this	is	different	from	her	point	of	view	because	she	constantly	doubts	
herself.	Then	her	joke	breaks	into	the	physical	comedy	bit:	
	 	Male	comedians	get	to	have	so	much	fun,	they	get	to	do	stuff	where	they	talk	about	
	 having	sex	with	a	girl,	they’ll		do	a	joke,	‘Ah,	I	was	having	sex	with	this	girl’	they’ll	act	it	
	 out	on	the	stool	ya	know?	
	 [Grunt]	Be	like	‘I	was	having	
	 sex	with	this	girl,	I	was	fucking	
	 this	girl,	I	was	like	[6	seconds	
	 of	exaggerated	grunting	as	
	 she	humps	the	stool]	Like	
	 they’ll	always	use	the	mic	as	their	dick,	their	like	[7	seconds	of	thumping	the	
Fig.	7.	Chelsea	Peretti	Thrusts	Stool	
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	 microphone	against	stool,	thrusting	with	the	mic	as	her	pretend	dick]	I’m	always		just	so	
	 blown	away	by	their	creativity.	I	want	in,	ya	know?	
(Chelsea	Peretti)		
	 Peretti	starts	her	joke	by	comically	acting	out	how	a	male	comic	might	make	jokes	about	
having	sex	with	a	girl.	She	uses	exaggerated	thrusts	with	her	body,	letting	her	hair	fly	wildly,	to	
demonstrate	the	level	of	enthusiasm	a	male	comic	might	bring	to	their	performance	of	having	
sex.	Next,	she	explains	and	performs	the	second	half	of	her	joke:	
	 So	I’ve	been	kind	of	working	on	my	
	 own	version	of	this	classic	bit.	Where	
	 I	just	passively	take	it	from	the	stool.	
	 So	in	my	version,	uhm,	you	know	I	
	 would	be	like,	so	I	was	fucking	this	
	 guy,	[Pauses	for	6	seconds,	standing		
	 still	looking	off	to	the	side,	then	
	 sighs].	Then	things	got	a	bit	crazy.	
	 [Peretti	turns	around	to	face	the	
	 opposite	direction	for	3	seconds].	
	 And	that’s	my	take	on	a	classic.		
(Chelsea	Peretti)	
	 In	this	bit,	Peretti	juxtaposes	the	imagery	of	a	male	comic	acting	out	a	sex	joke	with	the	
image	of	a	female	envisioning	the	same	joke	from	her	particular	perspective.	Drawing	on	
cultural	stereotypes,	Peretti	performs	the	man	as	aggressive	and	the	female	as	passive.	
Fig.	8.	Chelsea	Peretti	Stands	Passively	
Fig.	9.	Chelsea	Peretti	Turns	Around	
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	 Implications	of	feminist	move	in	the	title	
	 First,	similar	to	Mittal’s	Things	They	Wouldn’t	Let	Me	Say,	Chelsea	Peretti’s	One	of	the	
Greats	features	a	title	that	sets	feminist	undertones.	By	calling	herself	“one	of	the	greats”	
Peretti	is	labeling	her	act	with	confidence.	The	title	asserts	that	she	is	as	talented	as	any	of	the	
successful	male	comedians	out	there,	starting	her	special	with	a	jab	at	a	male-dominated	
entertainment	arena.	
	 Grunts,	groans,	and	sighlence	
	 During	Peretti’s	impression	of	a	male	comic	telling	a	sex	joke,	she	thrusts	and	thumps	
against	the	stool	in	order	to	display	the	chaotic	movements	and	get	the	audience	laughing.	As	
she	humps	the	stool,	she	is	shaking	and	making	noise	with	her	mouth,	without	explicitly	saying	
any	words.	This	portion	of	the	performance	aligns	with	the	tactic	of	bilingualism	discussed	in	
Mittal’s	bit.	While	Peretti	is	not	clearly	saying	any	words	or	articulating	traditional	moaning	
sounds	associated	with	sex,	she	makes	wild	and	exaggerated	noises	to	engage	the	audience	in	
what	a	ridiculous	performance	a	male	comic	might	offer.	In	these	sounds,	Peretti	simply	
communicates	the	overbearing	approach	of	a	male	thrusting	a	woman,	sharing	the	experience	
publicly,	and	embellishing	it	for	entertainment	purposes.	
	 Cultural	stereotypes:	aggression	vs.	passivity	
	 The	joke	uses	silence	to	emphasize	the	difference	between	stereotypically	aggressive	
males	and	stereotypically	passive	females.	While	the	male	bit	uses	unidentified	noises	to	
articulate	the	pleasure	the	male	is	getting	from	the	experience,	the	silence	of	the	female’s	
perspective	is	only	interrupted	by	a	sigh.	This	shows	a	difference	between	the	traditional	story-
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telling	of	sexual	encounters	while	drawing	attention	to	the	idea	that	while	two	people	might	be	
involved	in	a	sexual	act,	their	experiences	can	take	on	completely	different	forms.	
	 Visual	analysis	
	 The	use	of	silence	is	most	evident	in	connection	with	the	visual	performance	by	Peretti.	
While	she	maintains	making	some	sort	of	noise	throughout	her	performance	of	the	male	
comic’s	version	of	the	joke,	Peretti	is	quiet	when	acting	as	the	passive	female.	As	she	starts	the	
impression	of	a	female	take	on	the	classic	bit	she	says,	“So	in	my	version,	uhm,	you	know	I	
would	be	like,	so	I	was	fucking	this	guy”	and	then	stands	still	behind	the	stool,	with	her	head	
tilted	to	the	side,	silent	for	6	seconds	(Chelsea	Peretti).	In	this	silence,	Peretti	is	making	a	social	
critique	on	the	difference	between	male	and	female	pleasure.	She	is	suggesting	that	while	a	
man	might	be	emphatically	thrusting	and	enjoying	himself,	the	female	could	be	simply	lying	
still,	experiencing	the	moment	with	a	completely	different	reaction.	She	interrupts	the	long,	
silent	pause	with	“then	things	got	a	bit	crazy”	turning	her	body	in	the	opposite	direction,	again	
standing	still	in	silence	for	three	seconds	(Chelsea	Peretti).	This	is	the	end	of	her	joke.		
	 In	the	visual	juxtaposition	of	the	two	takes	on	a	classic	bit,	Peretti	is	subverting	the	
patriarchal	structure	by	openly	displaying	the	discontent	of	being	on	the	receiving	end	of	the	
aggressive	male	performance.	She	interrupts	any	expectation	that	her	performance	would	be	
offering	a	rowdy,	sexy	performance	of	a	woman	approaching	sex	with	the	same	excitement	as	
the	male	comic	offered,	making	an	understated	punchline	through	the	strategic	use	of	silence.	
	 Comic	effect	
	 Peretti’s	joke	uses	silence	in	order	to	critique	a	culture	that	has	double-standards	
regarding	sexually	active	men	and	women.	While	men	are	encouraged	to	discuss	their	sexual	
	82	
prowess	and	success	stories,	women	are	often	shamed	for	oversharing	their	personal	sexual	
experiences.	By	subverting	the	audience’s	expectations,	Peretti	performs	the	female	take	on	
this	joke	in	a	very	calm,	passive	and	quiet	approach.	This	makes	a	more	general	statement	
about	how	women	are	often	left	unsatisfied	in	an	act	that	should	support	the	needs	and	desires	
of	both	parties.	This	example	demonstrates	the	link	between	silence	and	subversion	once	
more.	Peretti	uses	the	stage	to	act	out	vulgar	gestures	that	are	unladylike.	In	order	to	critique	
the	hypocrisy	of	a	culture	that	expects	men	to	be	explicit	about	their	sexual	escapades,	but	
shames	women	for	expressing	their	sexuality	in	a	similar	way,	Peretti	subverts	audience	
expectations	by	performing	the	bit	in	a	way	that	gives	power	to	women	in	spite	of	their	
passivity.	While	the	male	exaggerates	the	amazing	time	that	they	are	having,	Peretti’s	
demonstration	of	a	women	having	sex	shows	passivity,	boredom,	and	even	a	sigh	of	discontent.	
This	provides	the	audience	with	a	new	understanding	of	the	event,	sans	dramatization	of	a	
female	orgasm	as	might	be	seen	in	film	or	pornography.	Her	take	on	the	bit	provides	the	image	
of	a	women—	not	resisting	sex—	but	enduring	it	for	the	sake	of	the	man.	
Conclusion	
	 Women	comics	have	repurposed	silence	as	a	rhetorical	tool	that	emphasizes	feminist	
critiques	of	patriarchal	structures.	Rather	than	being	silenced,	women	are	now	selectively	being	
silent	on	stage	in	order	to	emphasize	their	social	critiques.	In	combination	with	facial	
expressions,	body	language,	gestures	and	proper	setup,	women	comics	are	using	silence	as	a	
tool	to	deconstruct	patriarchal	expectations	in	their	stand-up	comedy	performances.	
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CHAPTER	5.	CONCLUSION	
	 Here	I	articulate	the	implications	and	limitations	of	my	analysis.	I	identify	what	aspects	
of	the	study	are	lacking	or	what	work	I	would	like	to	complete	in	future	iterations	of	this	
project.	Then	I	discuss	potential	ideas	for	future	research	that	stem	from	this	thesis.	Finally,	I	
move	into	a	review	of	the	work	this	thesis	has	accomplished,	reiterating	its	scholarly	
contribution.	
Implications	
	 Recently,	stand-up	comics	have	used	Netflix	as	a	platform	for	promoting	feminist	ideas	
in	their	specials.	The	inclusion	of	feminist	humor	in	comedy	specials	has	the	potential	to	impact	
the	ideologies	of	viewers	raised	under	patriarchal	power	structures.	My	focus	on	women	
comics	contributes	to	spotlighting	marginalized	voices.	However,	male	comics	may	also	use	
feminist	humor	in	their	specials.	The	focus	on	the	rise	of	feminist	humor	emphasizes	the	
current	shift	in	popular	culture,	specifically	stand-up	comedy,	towards	social	justice	activist	
goals.	
	 Through	rhetorical	subversion,	comics	are	able	to	undercut	audience	expectations	and	
highlight	inconsistencies	or	injustices	in	their	respective	cultures.	Calling	attention	to	particular	
“norms”	and	exposing	the	absurdity	of	such	expectations,	comedians	using	feminist	humor	
offer	a	social	critique	that	can	raise	audience	social	consciousness.	This	thesis	has	contributed	
to	understandings	of	subversion	in	rhetorical	scholarship	by	demonstrating	how	subversive	
rhetoric	can	function	in	a	comedic	context.	The	use	of	subversion	in	stand-up	comedy	acts	
represents	the	use	of	deception	for	a	positive	outcome	on	two	levels.	First,	the	comic	moves	
the	audience	to	laughter.	Second,	with	regards	to	feminist	humor,	jokes	that	subversively	
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critique	the	dominant	culture	challenge	audiences	to	reconceive	what	they	know	about	the	
patriarchal	culture	that	has	imparted	specific	“norms”	to	them	via	media	consumption.	As	one	
of	the	few	contemporary	examples	of	a	rhetor-audience	relationship,	stand-up	comedy	is	a	rich	
site	for	rhetorical	inquiry,	and	the	exploration	of	rhetorical	subversion	within	comedic	acts	
demonstrates	one	area	that	scholars	can	benefit	from	such	investigation.	
	 Additionally,	through	their	reclamation	of	silence,	women	comedians	are	repurposing	
silence	as	a	tool	to	generate	jokes	that	criticize	the	societal	“norms”	that	maintain	women	as	
second-class	citizens.	The	analyses	of	Mittal	and	Peretti’s	jokes	provide	new	rhetorical	
understandings	of	how	silence	can	be	used	to	manipulate	an	audience	to	the	speaker’s	
advantage.	The	detailed	explanations	of	silence	demonstrate	the	dichotomy	between	being	
silenced	and	being	silent.	Offering	rich	rhetorical	understandings	of	how	silence	is	not	always	a	
negative	force,	I	show	how	marginalized	individuals	have	reclaimed	that	which	has	oppressed	
them	through	their	conscious	use	of	silence.	The	exploration	of	textual	silences	helps	us	to	
recognize	more	than	just	quiet	spaces,	providing	evidence	that	what	is	unspoken	often	carries	
as	much	(or	more)	weight	than	what	is	explicitly	stated	in	a	performance	or	speech.	The	
analyses	of	silence	also	provide	connections	between	the	use	of	silence	and	the	rhetorical	use	
of	subversion	by	showing	how	being	silent	about	specific	information	can	have	a	subversive	
effect	in	a	comic’s	performance	of	a	joke.	Often,	silence,	whether	it	is	imposed	on	a	population	
or	appropriated	by	that	population,	creates	subversive	new	discourses.		
	 As	mainstream	media	shifts	and	women	share	their	personal	experiences	with	wider	
audiences,	so	too	might	the	societal	“norms”	under	which	we	live.	Although	the	primary	goal	of	
the	comics	discussed	in	this	thesis	might	not	be	feminist	activism,	I	have	identified	jokes	in	their	
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specials	that	serve	this	purpose	nonetheless.	With	more	activist	material	available	for	
streaming,	viewers	might	grow	up	with	different	values	than	generations	of	people	who	only	
ever	saw	women	represented	as	subordinate	in	popular	media.	
Limitations	
	 Although	this	thesis	has	offered	clear	literature	reviews	of	the	rhetorical	concepts	of	
silence	and	subversion,	it	is	limited	in	the	examples	explored.	In	future	iterations	of	this	project,	
I	would	like	to	draw	more	material	from	stand-up	comedy	acts	that	demonstrate	the	self-
deprecatory	humor	discussed	in	the	historical	context	to	serve	as	a	control	group.	Also,	
examples	of	non-feminist	humor	could	offer	a	clearer	comparison	between	what	feminist	
humor	and	non-feminist	(or	potentially	misogynistic)	humor	do	differently.	Finally,	my	analysis	
only	explores	works	of	women	comics,	in	an	attempt	to	highlight	marginalized	voices.	However,	
in	a	larger	project,	it	would	be	important	to	incorporate	male	voices	as	well.	Additionally,	I	
would	like	to	expand	the	analysis	by	offering	more	examples	of	jokes	throughout.	Further,	
having	other	academics	assist	in	coding	each	joke	using	Table	1	would	validate	the	schema	I	
have	developed	in	order	to	identify	feminist	humor.	
	 Additionally,	my	research	does	not	delve	into	the	question	of	why	audiences	laugh	at	
subversion.	Connecting	the	rhetorical	use	of	subversion	to	humor	theory	might	offer	a	deeper	
understanding	of	why	people	laugh	at	jokes	that	subvert	patriarchal	ideologies	and	what	this	
reflects	about	US	culture.	I	am	also	limited	by	lack	of	information	regarding	who	has	seen	each	
comedy	special	on	Netflix.	There	is	no	data	publicly	available	regarding	how	many	people	watch	
each	special	available	on	Netflix.	Even	with	this	data,	there	would	be	no	way	to	determine	
whether	those	audiences	watching	specials	that	use	feminist	humor	do	so	because	they	are	
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interested	in	feminism,	or	if	they	watch	the	specials	with	narrow-minded	views	that	could	be	
changed	during	their	engagement	with	feminist	humor.	This	thesis	digs	into	how	comics	are	
using	specific	rhetorical	strategies	in	their	acts	but	offers	limited	discussion	regarding	the	
audiences’	roles	and	responses	to	the	specials.	
	 The	other	limitation	faced	throughout	this	thesis	is	that	there	is	no	certainty	to	what	
extent	these	jokes	were	written	to	push	a	feminist	agenda,	or	what	the	comedian’s	intent	was	
at	all.	I	did	not	interview	any	of	the	comedians	personally,	so	my	work	is	speculative.	Although	I	
have	offered	clear	connections	and	explanations	of	why	the	jokes	selected	are	feminist,	
interviewing	the	individual	comedians	would	validate	this	information.	So,	women	comics,	
when	you	read	this	hit	me	up!	
Future	Research	and	Summary	
	 The	exploration	of	the	use	of	feminist	humor	has	supplied	me	with	many	potential	
offshoots	of	this	project.	For	example,	many	female	comedians	have	generated	enough	success	
to	warrant	their	own	television	shows,	many	of	which	are	addressing	feminist	issues	head-on.	
For	example,	Ellen	Degeneres’s	Ellen,	Chelsea	Handler’s	Chelsea,	Sarah	Silverman’s	I	love	you,	
America,	and	Amy	Schumer’s	Inside	Amy	Schumer	all	have	themes	of	social	justice	rhetoric.	It	
might	be	interesting	to	trace	the	progression	of	their	careers	to	see	how	their	stand-up	comedy	
platform	has	set	the	stage	for	careers	that	promote	activist	ideologies	and	bring	awareness	to	
their	audiences.	
	 Further	consideration	could	be	given	to	the	question	of	whether	joke	structure	is	
inherently	patriarchal.	A	linguistic	analysis	of	jokes	could	further	explicate	if	the	structure	of	
jokes	using	setup	and	punchline	has	larger	patriarchal	implications.	Additionally,	the	ways	that	
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women’s	communication	has	been	devalued	in	comedic	contexts	might	further	inform	this	
question.	
	 Finally,	a	broader	project	might	explore	the	shifting	social	justice	rhetoric	of	mainstream	
media	culture	and	investigate	the	connections	between	popular	culture	television	and	social	
media.	As	some	of	the	jokes	I	explored	indicated	connections	to	websites	like	Reddit,	Twitter	or	
Instagram,	tracing	audience	reactions	through	social	media	engagement	could	better	inform	us	
about	viewer	responses	to	individual	comedy	acts.	
	 In	this	thesis,	I	have	joined	rhetorical,	feminist	and	cultural	studies	scholars	to	examine	a	
pivotal	moment	in	the	context	of	popular	stand-up	comedy	by	offering	critical	analyses	of	jokes	
using	feminist	humor	pulled	from	various	Netflix	Original	comedy	specials.	This	project	has	
updated	the	conversation	about	women	in	comedy	by	first	identifying	the	historical	shift	from	
women	spouting	self-deprecatory	humor	to	thoughtful	feminist	jokes	that	offer	societal	
criticism.	Providing	the	reader	with	a	clear	outline	of	what	categorizes	a	joke	as	feminist	in	
order	to	situate	my	case	studies,	I	have	identified	how	rhetoric	functions	in	the	discourse	of	
stand-up	comedy,	especially	as	a	new	wave	of	comedians	use	feminist	humor	as	a	form	of	
nonviolent	activism.	I	discuss	how	audiences	are	forced	to	reevaluate	their	learned	
expectations	of	patriarchal	culture	as	they	watch	performances	of	feminist	humor.	Specifically,	I	
have	shown	how	comics	using	feminist	humor,	then	apply	the	rhetorical	tools	of	subversion	and	
silence	to	enhance	the	impact	of	their	performances.	
	 Although	the	scope	of	my	thesis	does	not	allow	me	to	articulate	if	joke	structure	is	
inherently	patriarchal,	this	question	situated	my	historical,	rhetorical	and	feminist	discussion.	
Thus	this	thesis	sets	the	groundwork	for	further	exploration	of	this	question	in	future	projects.	
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In	conclusion,	women	are	funny,	and	many	funny	women	are	using	their	knack	for	irony	to	
undercut	patriarchal	expectations	publicly.	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	89	
REFERENCES	
“Aditi	Mittal”	Netflix	Official	Site,	2017,	
	 https://www.netflix.com/watch/80183329?trackId=13752289&tctx=0%2C0%2Cef81b0d
	 05ad5456203db89535bd0e590971308bf%3Af774b14f34773c741601ea0a8e3de0ab8af6
	 752c.	
“Ali	Wong:	Baby	Cobra.”	Netflix	Official	Site,	6	May	2016,	
www.netflix.com/watch/80101493?trackId=13752289&tctx=0%2C0%2C377c64de-52ef-4073-
9166-aeb323ebe79c-51605631.		
“Amy	Schumer:	The	Leather	Special”	Netflix	Official	Site,	2017,	
	 https://www.netflix.com/watch/80150002?trackId=13752289&tctx=0%2C0%2C280826
	 2045fd2f4cd7c429aeffeb70479ee8e5aa%3A44d7a770452eacba6868b9c2215addfc5fd3
	 e276.	
Aristotle.	Aristotle's	Politics.	Oxford:	Clarendon	Press,	1905.	Print.	
---The	Basic	Works	of	Aristotle,	ed.	R.	McKeon,	New	York:	Random	House,	1941.	
Auslander,	Philip.	“‘Brought	to	You	By	Fem-Rage’:	Stand-up	Comedy	and	the	Politics	of	
	 Gender.”	From	Acting	to	Performance:	Essays	in	Modernism	and	Postmodernism,	
	 Routledge,	1997,	pp.	315–336.	
Bach,	Rebecca,	and	Allan	G.	Johnson.	“The	Gender	Knot:	Unraveling	Our	Patriarchal	Legacy.”	
	 Contemporary	Sociology,	vol.	27,	no.	3,	1998,	p.	241.,	doi:10.2307/2655166.	
	90	
Bammer,	Angelika.	Partial	Visions:	Feminism	and	Utopianism	in	the	1970s,	Peter	Lang	AG,	
	 Internationaler	Verlag	der	Wissenschaften,	2015.	ProQuest	Ebook	Central,	
	 https://ebookcentral.proquest.com/lib/iastate/detail.action?docID=4188492.	
Bennett,	Judith.	History	Matters:	Patriarchy	and	the	Challenge	of	Feminism,	University	of	
	 Pennsylvania	Press,	2006.	ProQuest	Ebook	Central,	
	 http://ebookcentral.proquest.com/lib/iastate/detail.action?docID=3441577.	
Berretta,	Catalina.	“Comedy:	A	Thing	Men	Do?”	The	Talon,	30	Sept.	2014,	
	 www.gradedtalon.com/2034/entertainment/comedy-a-thing-men-do/.	
Bradley,	Patricia.	Mass	Media	and	the	Shaping	of	American	Feminism,	1963-1975,	University	
	 Press	of	Mississippi,	2004.	ProQuest	Ebook	Central,	
	 https://ebookcentral.proquest.com/lib/iastate/detail.action?docID=619208.	
Brooks,	Dwight	E,	et	al.	“Gender,	Race,	And	Media	Representation.”	Gender	and	
	 Communication	in	Mediated	Contexts,	Sage	Publications,	2006,	pp.	297–317.	
Bruk,	Diana.	“Ashley	Judd	Gave	an	Incredibly	Fiery	Speech	at	the	Women's	March.	Here's	the	
	 Full	Transcript.”	Cosmopolitan,	Cosmopolitan,	8	Oct.	2017,	
	 www.cosmopolitan.com/entertainment/a8625295/ashley-judd-womens-march-
	 speech/.	
Carter,	Judy.	Stand-up	Comedy:	The	Book.	Dell,	1989.	
“Chelsea	Handler:	Uganda	Be	Kidding	Me	Live.”	Netflix	Official	Site,	10	Oct.	2014.	
“Christina	P:	Mother	Inferior.”	Netflix	Official	Site,	10	Oct.	2017,	
	 www.netflix.com/watch/80205204?trackId=13752289&tctx=0%2C0%2C.	
	91	
Davis,	K.	“Intersectionality	as	Buzzword:	A	Sociology	of	Science	Perspective	on	What	Makes	a	
	 Feminist	Theory	Successful.”	Feminist	Theory,	vol.	9,	no.	1,	Jan.	2008,	pp.	67–85.,	
	 doi:10.1177/1464700108086364.	
Dean,	Greg.	Step	by	Step	to	Stand-up	Comedy.	Heinemann,	2000.		
Deckers,	Lambert,	and	John	Devine.	“Humor	by	Violating	an	Existing	Expectancy.”	The	Journal	of	
	 Psychology,	vol.	108,	no.	1,	1981,	pp.	107–110.,	doi:10.1080/00223980.1981.9915251.	
Doucet,	Andrea,	and	Natasha	Mauthner.	“Feminist	Methodologies	and	Epistemology.”	21st	
	 Century	Sociology:	A	Reference	Handbook,	vol.	2,	SAGE	Publications,	2007,	pp.	36–42.	
Dow,	Bonnie	J.,	and	Celeste	M.	Condit.	“The	State	of	the	Art	in	Feminist	Scholarship	in	
	 Communication.”	Journal	of	Communication,	vol.	55,	no.	3,	2005,	pp.	448–478.	
Encyclopedia	of	Feminist	Theories,	edited	by	Lorraine	Code,	Taylor	and	Francis,	2000.	ProQuest	
	 Ebook	Central,	
	 https://ebookcentral.proquest.com/lib/iastate/detail.action?docID=168641.	
England,	Charlotte.	“Paid	Maternity	Leave:	US	Is	Still	One	of	the	Worst	Countries	in	the	World	
	 despite	Donald	Trump's	Family	Leave	Plan.”	The	Independent,	Independent	Digital	News	
	 and	Media,	1	Mar.	2017,	www.independent.co.uk/news/world/americas/paid-
	 maternity-leave-us-worst-countres-world-donald-trump-family-leave-plan-women-
	 republican-social-a7606036.html.	
Feldman,	Dana.	“Netflix	Remains	Ahead	Of	Amazon	And	Hulu	With	128M	Viewers	Expected	This	
	 Year.”	Forbes,	Forbes	Magazine,	13	Apr.	2017,	
	 www.forbes.com/sites/danafeldman/2017/04/13/netflix-remains-ahead-of-amazon-	
	 and-hulu-with-128m-viewers-expected-this-year/#281e4a15216c.	
	92	
Fiano,	Cassy.	“There's	Nothing	Feminist	about	Comedienne	Chelsea	Handler's	Promotion	of	
	 Abortion.”	Live	Action	News,	30	June	2016,	www.liveaction.org/news/theres-nothing-
	 feminist-about-comedienne-chelsea-handlers-promotion-of-abortion/.	
Fivush,	Robyn.	"Speaking	Silence:	The	Social	Construction	of	Silence	in	Autobiographical	and	
	 Cultural	Narratives."	Memory,	vol.	18,	no.	2,	Feb.	2010,	pp.	88-98.	EBSCOhost,	
	 doi:10.1080/09658210903029404.	
Garber,	Megan.	“How	Comedians	Became	Public	Intellectuals.”	The	Atlantic,	Atlantic	Media	
	 Company,	28	May	2015,	www.theatlantic.com/entertainment/archive/2015/05/how-
	 comedians-became-public-intellectuals/394277/.	
Garg	S,	Anand	T.	“Menstruation	related	myths	in	India:	Strategies	for	combating	it”.	J	Family	
	 Med	Prim	Care	4	(2015):	184–186.	
Gilbert,	Joanne	R.	“Performing	Marginality:	Comedy,	Identity,	and	Cultural	Critique.”	Text	and	
	 Performance	Quarterly,	vol.	17,	1997,	pp.	317–330.	
Glenn,	Cheryl.	“Silence:	A	Rhetorical	Art	for	Resisting	Discipline(s).”	JAC,	vol.	22,	no.	1,	2002,	pp.	
	 261–291.	
Glenn,	Cheryl.	Unspoken:	A	Rhetoric	of	Silence.	Carbondale:	Southern	Illinois	University	Press,	
	 2004.	Print.	
Gray,	Emma.	“How	'Nasty	Woman'	Became	A	Viral	Call	For	Solidarity.”	The	Huffington	Post,	
	 TheHuffingtonPost.com,	21	Oct.	2016,	www.huffingtonpost.com/entry/nasty-woman-
	 became-a-call-of-solidarity-for-women-voters_us_5808f6a8e4b02444efa20c92.	
Gruner,	Charles	R.	“Advice	to	the	Beginning	Speaker	on	Using	Humor-	What	the	Research	Tells	
	 Us.”	Communication	Education,	vol.	34,	Apr.	1985,	pp.	142-147.	
	93	
Hammerman,	Robin.	“Womanhood	in	Anglophone	Literary	Culture:	Nineteenth	and	Twentieth	
	 Century	Perspectives”,	Cambridge	Scholars	Publishing,	2007.	ProQuest	Ebook	Central,	
	 https://ebookcentral.proquest.com/lib/iastate/detail.action?docID=1114351.	
Haylock,	Zoe.	“Update:	Amy	Schumer	Says	She	Doesn't	Deserve	The	Same	Pay	As	Chris	Rock	Or	
	 Dave	Chappelle.”	Amy	Schumer	Asked	For	Equal	Pay	Netflix	Comedy	Special,	
	 www.refinery29.com/2017/08/169221/amy-schumer-netflix-comedy-special-pay-gap.	
Hekman,	Susan.	“Truth	and	Method:	Feminist	Standpoint	Theory	Revisited.”	Wendy	K.	Kolmar,	
	 et	al.	“‘Have	We	Got	a	Theory	for	You!	Feminist	Theory,	Cultural	Imperialism	and	the	
	 Demand	for	'The	Women's	Voice'.”	Feminist	Theory:	a	Reader,	McGraw-Hill	Higher	
	 Education,	2013.	
Hitchens,	Christopher.	“Why	Women	Aren't	Funny.”	Vanity	Fair,	Vanity	Fair,	29	Aug.	2017,	
	 www.vanityfair.com/culture/2007/01/hitchens200701.	
Huckin,	Thomas.	“Textual	Silence	and	the	Discourse	of	Homelessness.”	Discourse	&	Society,	vol.	
	 13,	no.	3,	2002,	pp.	347–372.	JSTOR,	JSTOR,	www.jstor.org/stable/42888500.	
Jaggar,	Alison	M.,	et	al.	“The	Project	of	Feminist	Epistemology:	Perspectives	from	a	Nonwestern	
	 Feminist.”	Gender/Body/Knowledge:	Feminist	Reconstructions	of	Being	and	Knowing,	
	 Rutgers	University	Press,	1989,	pp.	213–224.	
“Iliza	Shlesinger:	Confirmed	Kills.”	Netflix	Official	Site,	23	Sept.	2016,	
	 www.netflix.com/watch/80106966?trackId=13752289&tctx=0%2C0%2C.	
“Iliza	Shlesinger:	Freezing	Hot.”	Netflix	Official	Site,	23	Jan.	2015,	
	 www.netflix.com/watch/70302480?trackId=13752289&tctx=0%2C1%2C.	
	94	
“Iliza	Shlesinger:	War	Paint.”	Netflix,	1	Sept.	2013,	
	 www.netflix.com/watch/70278877?trackId=13752289&tctx=0%2C2%2C.	
	“Jen	Kirkman:	Just	Keep	Livin'?”	Netflix	Official	Site,	2017,	
	 https://www.netflix.com/watch/80134966?trackId=13752289&tctx=0%2C0%2Cefef3d9
	 0003363aad9a66a184cad81247576b640%3A9527245d8ee62593b171639b9096a3748c
	 094b5e.	
Johannesen,	Richard	L.	"The	Functions	of	Silence:	A	Plea	for	Communication		
	 Research."	Western	Speech	38	(1974):	25-35. 	
Johnson,	Clarence.	Cornel	West	and	Philosophy,	Taylor	and	Francis,	2002.	ProQuest	Ebook	
	 Central,	https://ebookcentral.proquest.com/lib/iastate/detail.action?docID=1683675.	
“Judah	Friedlander:	America	is	the	Greatest	Country	in	the	United	States”	Netflix	Official	Site,	
	 2017,	
	 https://www.netflix.com/watch/80208273?trackId=13752289&tctx=0%2C0%2Cc3ca9a0
	 be210bb760a56cecc10804129cb456824%3A73b150ff63aa7f39637c570876b91d53c55e
	 0a60.	
Kohen,	Yael.	We	Killed:	The	Rise	of	Women	in	American	Comedy.	Picador/Farrar,	Straus	and	
	 Giroux,	2013.	
Kolmar,	Wendy	K.,	et	al.	“‘Have	We	Got	a	Theory	for	You!	Feminist	Theory,	Cultural	Imperialism	
	 and	the	Demand	for	'The	Women's	Voice'.”	Feminist	Theory:	a	Reader,	McGraw-Hill	
	 Higher	Education,	2013.	
Kotthoff,	Helga.	“Gender	and	Humor:	The	State	of	the	Art.”	Journal	of	Pragmatics,	vol.	38,	no.	1,	
	 2006,	pp.	4–25.,	doi:10.1016/j.pragma.2005.06.003.	
	95	
Kramer,	Chris.	“An	Existentialist	Account	of	the	Role	of	Humor	Against	Oppression.”	Humor,	
	 2013,	
	 www.academia.edu/7748322/An_Existentialist_Account_of_the_Role_of_Humor_Again
	 st_Oppression.	
Krefting,	Rebecca.	All	Joking	aside	American	Humor	and	Its	Discontents.	The	Johns	Hopkins	
	 University	Press,	2014.	
Kuypers,	Jim	A.,	and	Stephanie	Houston	Grey.	“Conceptually-Oriented	Criticism.”	Rhetorical	
	 Criticism:	Perspectives	in	Action,	Lexington	Books,	2009,	pp.	341–362.	
Lay,	Mary	M.	“Feminist	Theory	and	the	Redefinition	of	Technical	Communication.”	Journal	of	
	 Business	and	Technical	Communication,	vol.	5,	no.	4,	1991,	pp.	348–370.,	
	 doi:10.1177/1050651991005004002.	
Lippard,	Cameron.	“Humorous	Assaults	on	Patriarchal	Ideology.”	Sociological	Inquiry,	Mar.	
	 2009,	www.academia.edu/22593758/Humorous_Assaults_on_Patriarchal_Ideology_.	
Lorde,	Audre.	"The	Transformation	of	Silence	into	Language	and	Action."	Zami/Sister	
	 Outsider/Undersong.	New	York:	Quality,	1984.40-44.		
“Margaret	Cho:	PsyCHO.”	Netflix,	25	Sept.	2016,	
	 www.netflix.com/watch/80101550?trackId=13752289&tctx=0%2C0%2C.	
Meier,	Matthew	R.,	and	Casey	R.	Schmitt.	Standing	up,	Speaking	out:	Stand-up	Comedy	and	the	
	 Rhetoric	of	Social	Change.	Routledge,	2017.	
	96	
Merrill,	Lisa.	"Feminist	Humor:	Rebellious	and	Self-Affirming."	Women's	Studies,	vol.	15,	no.	1-3,	
	 Sept.	1988,	p.	271.	EBSCOhost,	
	 search.ebscohost.com/login.aspx?direct=true&db=aph&AN=5811679&site=ehost-live.	
Meyer,	John	C.	“Humor	as	a	Double-Edged	Sword:	Four	Functions	of	Humor	in	
	 Communication.”	Communication	Theory,	Blackwell	Publishing	Ltd,	17	Mar.	2006,	
	 onlinelibrary.wiley.com/doi/10.1111/j.1468-2885.2000.tb00194.x/abstract.	
Mintz,	Lawrence	E.	“Standup	Comedy	as	Social	and	Cultural	Mediation.”	American	Quarterly,	
	 vol.	37,	no.	1,	1985,	p.	71.	
Mock,	Roberta.	“Stand-up	Comedy	and	the	Legacy	of	the	Mature	Vagina.”	Women	&	
	 Performance:	a	Journal	of	Feminist	Theory,	vol.	22,	no.	1,	2012,	pp.	9–28.	
Molla,	Rani.	“How	Many	People	Stream	Netflix?”	Recode,	Recode,	17	Apr.	2017,	
	 www.recode.net/2017/4/17/15330158/how-many-stream-netflix-subcribe-
	 international.	
Morreall,	John.	“Philosophy	of	Humor.”	Stanford	Encyclopedia	of	Philosophy,	Stanford	
	 University,	20	Nov.	2012,	plato.stanford.edu/entries/humor/.	
Moss,	Gabrielle.	“Teen	Mean	Fighting	Machine:	Why	Does	the	Media	Love	Mean	Girls?”	
	 Bitchfest,	by	Lisa	Jervis	and	And	Zeisler,	Farrar,	Straus	and	Giroux,	2006.	
Murray,	Logan.	Get	Started	in	Stand-Up	Comedy.	John	Murray	Learning,	2015.	
Narayanaswamy,	Lata.	“The	Power	to	Subvert?	Beyond	North-South	Dichotomies	in	Gender	and	
	 Development	Discourse.”	Narrative	Inquiry,	1st	ed.,	vol.	17,	University	of	Durham,	2007,	
	 pp.	49–67.	
Netflix.	www.netflix.com.	
	97	
Nimmo,	William	P.	and	Hay	A.	Mitchell.	The	British	Letter	Writers:	A	Comprehensive	Collection	
	 of	the	Best	English	Letters	From	the	15th	Century	to	the	Present	Time.	Edinburgh,	1892.	
Ortmanns,	Charlotte.	“Irony's	Potential	as	Subversive	Strategy:	A	Case	Study	of	Anti-Racist	
	 Stand-Up	Comedy.”	The	Maastricht	Journal	of	Liberal	Arts,	vol.	8,	Aug.	2017,	p.	49.,	
	 doi:10.26481/mjla.2016.v8.521.	
Picard,	Max.	The	World	of	Silence.	1948.	Washington,	DC:	Gateway,	1988.		
Pirelli.	“News.com.au.”	News.com.au,	Michele	Manelis,	5	Sept.	2016,	
	 cdn.newsapi.com.au/image/v1/3e914c536979913b0532e9145cb11026.	Photograph.	
Plato,	The	Collected	Dialogues	of	Plato,	E.	Hamilton	and	H.	Cairns	(trs.),	Princeton:	Princeton	
	 University	Press,	1978. 	
Rizkalla,	Amanda.	"Humor	with	activist	intent."	UWIRE	Text,	22	May	2017,	p.	1.	Academic	
	 OneFile,	
	 http://link.galegroup.com/apps/doc/A492456933/AONE?u=iastu_main&sid=AONE&xid
	 =ab2231fb.	Accessed	14	Mar.	2018.	
Rich,	Adrienne.	Of	Woman	Born.	Virago,	1976.	
Rossing,	Jonathan	Paul.	"Dick	Gregory	and	Activist	Style:	Identifying	Attributes	of	Humor	
	 Necessary	for	Activist	Advocacy."	Argumentation	&	Advocacy,	vol.	50,	no.	2,	Fall2013,	
	 pp.	59-71.	EBSCOhost,	
	 search.ebscohost.com/login.aspx?direct=true&db=ufh&AN=98391528&site=ehost-live.	
Schumer,	Amy,	@amyschumer.	Instagram	Response	Post	to	Splitsider	Article.	Instagram,	March	
	98	
	 15,	2017,	https://www.instagram.com/p/BRql1C7B85P/?taken-by=amyschumer&hl=en.	
Schwensen,	Dave.	“How	to	Be	a	Working	Comic:	An	Insider's	Business	Guide	to	a	Career	in	
	 Stand-Up	Comedy.”	Alibris,	www.alibris.com/How-to-Be-a-Working-Comic-An-Insiders-
	 Business-Guide-to-a-Career-in-Stand-Up-Comedy-Dave-Schwensen/book/29135769.	
Sharkey,	William	F.,	et	al.	“Intentional	Self-Embarrassment.”	Communication	Studies,	vol.	55,	
	 no.	2,	2004,	pp.	379–399.	
Simmons,	Jack	et	al.	Publishing,	Scientific	Research.	“Feminism	Ain't	Funny:	Woman	As.”	
	 Advances	in	Journalism	and	Communication,	Scientific	Research	Publishing,	29	Mar.	
	 2013.	
Sorensen,	Majken	Jul.	“Humor	as	a	Serious	Strategy	of	Nonviolent	Resistance	to	Oppression.”	
	 Peace	&Amp;	Change,	Blackwell	Publishing	Inc,	24	Feb.	2008,	
	 onlinelibrary.wiley.com/doi/10.1111/j.1468-0130.2008.00488.x/full.	
Starhawk.	Truth	or	Dare:	Encounters	with	Power,	Authority,	and	Mystery.	San	Francisco:	Harper,	
	 1990.		
Swales,	John.	Genre	Analysis:	English	in	Academic	and	Research	Settings.	Cambridge	University	
Press,	2011.	
van	der	Gaag,	Nikki.	Feminism	and	Men,	Zed	Books,	2014.	ProQuest	Ebook	Central,	
	 https://ebookcentral.proquest.com/lib/iastate/detail.action?docID=1758716.	
Vagianos,	Alanna.	“30	Alarming	Statistics	That	Show	The	Reality	Of	Sexual	Violence	In	America.”	
	 The	Huffington	Post,	TheHuffingtonPost.com,	6	Apr.	2017,	
	99	
	 www.huffingtonpost.com/entry/sexual-assault-
	 statistics_us_58e24c14e4b0c777f788d24f.	
Walker,	Nancy.	A	Very	Serious	Thing:	Women’s	Humor	and	American	Culture,	University	of	
	 Minnesota	Press,	1988.	ProQuest	Ebook	Central,	
	 https://ebookcentral.proquest.com/lib/iastate/detail.action?docID=310189.	
Wilstein,	Matt.	“How	Netflix's	Stand-Up	Boom	Upended	the	Louis	C.K.	Model-For	Better	and	
	 Worse.”	The	Daily	Beast,	The	Daily	Beast	Company,	27	Mar.	2017,	
	 www.thedailybeast.com/how-netflixs-stand-up-boom-upended-the-louis-ck-modelfor-
	 better-and-worse.	
Wright,	Megh.	“Alt-Right	Redditors	Have	Tanked	Amy	Schumer's	Netflix	Ratings	for	'The	Leather	
	 Special'.”	Splitsider,	14	Mar.	2017,	splitsider.com/2017/03/alt-right-redditors-have-
	 tanked-amy-schumers-netflix-ratings-for-the-leather-special/.	
Zeisler,	Andi.	“Laugh	Riot:	Feminism	and	the	Problem	of	Women's	Comedy.”	Bitchfest,	by	Lisa	
	 Jervis	and	And	Zeisler,	Farrar,	Straus	and	Giroux,	2006.	
Zoglin,	Richard.	Comedy	at	the	Edge:	How	Stand-up	in	the	1970s	Changed	America.	Bloomsbury	
	 Publishing,	2009.	
	
	
